Foster coin convertible that Orin has inherited in ways that are not immediately clear, this trio, whose journey could be followed with a city map in hand, traces a via crucis that ends apocalyptically in a shoot out at a freeway overpass in which Orin goes on a sniper's rampage, and Jesse and Lisa are killed by police bullets that also fell Orin. Also left dead by Orin's rampage are many of the characters whose stories, in chapters alternating with the main narrative about Orin, Jesse, In Bodies and Souls, Chicano society is viewed as an integral part of the urban landscape, and Rechy's pilgrims come into contact with it as they intersect with all of the myriad subcultures of the city. It is not that Orin, Lisa, and Jesse necessarily have any sustained interaction with all of these subcultures: interaction and intersection are two different predicates. Rather, as would be the case of any individual moving in the complex world of the late capitalist megalopolis, they can only briefly brush the lives of a few others in their world. Where the great Jamesian psychological novels might weave a rich tapestry of the profound effect of one life on another, moving back and forth between dif-2 Studies in 20th & 21st Century Literature, Vol. 25, Iss. 1 [2001] Repressed sexuality and its tragic consequences are central to Orin's character: the pop Freudianism of demonstrating that Orin can ultimately only achieve orgasmic fulfillment in discharging the rifle that is his displaced penis in his murderous rampage that holds Jesse and Lisa in something like the three-way sex they almost have at several points in the novel. Sexual desire and its lack of fulfillment (at least in the conventional belief in a necessary orgasmic discharge) permeates Bodies and Souls, and nowhere more than in the relationship between Orin, Jesse, and Lisa, where Lisa is, after the fashion of woman as a shifter in the homosocial, and therefore potentially homosexual, relationship between men Sedgwick describes, a conduit of the sexuality that flows between the two men.
Each of the chapters devoted to the trio, in a trope on the designation of Los Angeles as the City of Angels, is named "Lost Angels"; there are fourteen of them. At the end of the third chapter of their story, Orin stages a sexual encounter between the three of them, one that is sexual in the sense that it is built on desire, but one that involves a frustration of desire because of Orin's despair:
Orin turned off the light, but bright night flowed in through drawn drapes, filling the room with dark whiteness. Orin took off all his clothes. His body was thin, chiseled, translucent in that bright darkness as he stood before them. Lisa What I want to dwell on here is how the heightened sexuality of the novel (through the way it displaces unfulfilled erotic desire into the narrative trigger of the various actions and events that take place during the pilgrim's progress of these Lost Angels) charts an essentially homoerotic, queer, and trenchantly anti-straight interpretation of sexual desire. Even a partial inventory of the forms of sexual coupling in the novel, beyond the frustrated noncoupling of the three tourists, suggests an appalling image of sexual abnormality, not in any moral sense, but in the sense of a destructive dysfunctionalism. Indeed, many of the chapters of the novel are devoted to descriptions of sexual relations that are exploitative (the command performance the muscle builder Mick Vale gives for the contest entrepreneur's wife, the TV reporter Mandy Lang-Jones's approach to sex with men, the use of female stars like Amber Haze in porn films) or where encounters are based on deceit or a radical disjunction of personal erotic narratives so that any meaningful sense of the word inti-
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Studies in 20th & 21st Century Literature, Vol. 25, Iss. 1 [2001] The "dam problem" to which Stud refers is not the malemale love that they have had: both are street hustlers, and they survive precariously by having sex with other men. Rather, the problem is that they have had sex with each other under circumstances that do not involve prostitution and exploitation. When sex occurs outside the context of exploitation, it is something "strang" and must be shunned for its abnormality.
The situation of Manuel (Manny) Gomez is considerably different, although equally disastrous. Already constructed within the enhanced and explicit violence of the Chicano ghetto (as opposed to the hidden and denied violence of Judge Stephens's household), Manny is obsessed with getting a Christ figure tattooed on his chest, but one with "cock and balls." This heightened anthropomorphization of the Christ image, the making of him more in the individual's own image, making of him more of an overdetermined masculine symbol (an overdetermination that extends to his ethnic identity, since he will be as "brown" as Manny's own chest), underscores the obverse, the degree to which Manny feels himself to be (or is shown by the narrative to be) a sacrificial figure of, in a first instance, Chicano society, and in a larger projection, as one type of the lost angels of the city; he will also become one of Orin's victims in the final slaughter. Indeed, Rechy names this chapter "Manny Gomez: 'The Frontal Christ,' " a denomination that is meant to underscore the overdetermination of Christ's masculinity by the full frontal view Manny wishes to achieve.
Manny becomes involved with a group of hippies, dominated by Scarlett Fever and Revolver, who are also rock stars. He has sex with Scarlett Fever, but he also identifies emotionally with Revolver, who, according to Scarlett Fever, makes it with men: "Just once a week. Tuesdays or Thursdays. I forget which" (76). Although Manny has sex with Scarlett Fever and hangs out with both her and Revolver, his involvement is not primarily sexual in a directly genital fashion. Rather, it is the scene of sexual humili-ation which, much like the one Chip pleads for from Dave Clinton, constitutes a form of erotic apotheosis. As though humiliation were the only form of sexual release, Manny, accompanying Scar lett Fever and Revolver as they perform their song "Filthy Bodies" (a song that tropes antisex messages), exposes himself as a Christ figure, and exposes the Christ figure he now has tattooed on his chest, the Christ figure he has invested with the signs of his own masculinity, as though their sacrifice were one and the same:
Manny took off his shirt. The naked Christ was on his chest. It had pubic hair over full genitals. The thorned head was tilted between Manny's pectorals. The feet were nailed at his navel. The pinioned hands touched each of Manny's nipples. The figure was drawn with black ink, the careful lines coated with colodion-to keep it intact.
The varnished sheen gleamed like nail polish. The body radiated in the one funnel of light enclosed by darkness... .
Manny froze before the surging mob. Even the girls rushed into the squashed throng. Pushing, the guards unleashed more chaos.
Many felt the spittle. They were spitting on his chest, on his chest and on the naked, really naked Christ. He felt the spittle running down his flesh, and at last he felt relief from the years'-long [sic] burning on his hand. It had to be here in a sea of indifferent anger. The more they spat, the more the spittle ran down his shining flesh, the more relief he felt. He raised his arms out, and he leaned his head, sideways. (81) (82) Just as Manny maneuvers himself to receive the humiliation of the crowd, which he feels as a manifestation of his generalized humiliation as a Chicano man, he also enacts a paradigmatic gay sex fantasy, that of his body as a receptacle for the sexual discharge of the Other; such a fantasy may, especially if it is one versus a group, involve connotations of humiliation, although not necessarily and uncomplicatedly. Of course, spitting on someone is rather universally construed as a gesture of humiliation and reprobation, and Christ being spat upon by the multitudes is a standard Biblical motif that signifies His assumption of the humiliation of man, as well as His assumption of the degrading sins of man, precisely those evoked, even if sarcastically, by the lyrics of "Filthy Bodies." Pathetically, it would seem that Manny does not allow his body to be covered by the filth of other's spittle This is yet one more interplay, one might say, on the inversion of the trope of the normal or natural: just as sexual love can never be ennobling for lost angels and must always be violently dysfunctional, Nature in Los Angeles can never be innocent and will always only thinly veil the putrid.
Although Bodies and Souls ranges over a vast canvas of Los Angeles and posits a host of human types, there is an unquestionable emphasis on the role of sexuality in the human projects that take place within its borders. To a great extent, Southern 10 Studies in 20th & 21st Century Literature, Vol. 25, Iss. 1 [2001] [19691, or Numbers), as much as it makes his humiliation an icon for the minuscule space allotted to the expression of homoerotic desire in American culture (the same novels, especially Numbers, and Rushes).
One could make the mistake of attributing internalized homophobia to Rechy's depiction of male-male sex. But to wonder in this fashion about how it is that his gay characters, whether Chicano or Anglo, end up experiencing intense humiliation in their quest for erotic fulfillment, rarely if ever being able to find any sense of self-worth, would to be to blame the messenger for the message. Rechy 
